Texts of the early
Introduction
The Moritat of Bertolt Brecht's 1928 The Threepenny Opera summarizes the tensions between human and animal that determine the plot of the opera.
1 While suggesting that bourgeois morality distinguishes humans from animals, the opera also critiques the biased criteria of such distinctions. In the tradition of Friedrich
Nietzsche's reflections on morality, Brecht as well as Wedekind view morality itself as the major crime. 2 They explore the crucial and disturbing implications of bourgeois gendered morality for individuality and society. By adopting Friedrich
Nietzsche's idealization of the beast-and especially the human beast-as the animal that is free from moral constraints, they explore the tensions between the oppressive power of morality, the submissiveness it demands, and the challenges of liberating oneself from it. While searching for alternatives to moral suppression they point to the disturbing intimate link between moral law and gender stereotypes.
In the "Vorspiel" of The Threepenny Opera Macheath, a gang leader dressed in elegant bourgeois attire listens to a murder ballad that ironically presents Macheath's own crimes:
See the shark with teeth like razors.
All can read his open face.
And Macheath has got a knife, but
Not in such an obvious place.
3 Animals show and perform what they are. They do not submit to a split between being and appearance, "Sein und Schein," outside and inside, theatricality and performativity, and intention from bodily presence; they do not know shame, as
Derrida has argued in The Animal That Therefore I Am. Derrida associates shame with knowing oneself, that is, with self-consciousness. He writes:
He would be a man only to the extent that he was able to be naked, that is to say, to be ashamed, to know himself to be ashamed because he is no longer naked. And knowing himself would mean knowing himself to be ashamed. On the other hand, because the animal is naked without consciousness of being naked, it is thought that modesty remains as foreign to it as does immodesty. So does the knowledge of self that is involved in that ( Derrida 5).
Derrida distinguishes between the animal's authenticity in being naked and the human's awareness of it. Human reflections of the naked body are associated with shame and modesty. While animals expose their authenticity, civilized humans are accustomed to covering up parts of themselves. Brecht addresses these issues in moral terms and identifies the split between authentic and nonauthentic lifestyles as creating the potential for crime. In fact, an authentic lifestyle is not at all possible in the context of bourgeois society. Animals express the danger they represent (we can certainly also associate here the danger of the tiger in the film Life of Pi) whereas humans hide the danger and the crime that is Animals are beyond morality, while men are consciously or unconsciously controlled by it. Men hide their crimes in order to adhere to social and moral codes as they are represented by Mac's bourgeois requisites: white gloves, cane and hat; white gloves cover his "bloody" hands, and the hat and cane project a conventional bourgeois outlook on life. Peachum's business is another example of social corruption: as an antagonist to Macheath he organizes and equips the beggars who appear to work for his so-called "established" business. This business is built on theatricality and performativity: signs with moralistic slogans, biblical quotes, and the calculated effects of the beggars' outfits trick the naïve middle class into giving money to the beggars. Theatrical skills are the basis here for moral deception. (Poems 1913 (Poems -1956 .
As long as Kant's definition informs the bourgeois legal system it inscribes prostitution, a legal sexual relationship, into marriage law. For Brecht, Kant seems to be the placeholder for Western bourgeois morality. He reduces marriage to the objectification and commodification of the human body. By polemically exposing this phallic logic of the legal system Brecht insists on the necessity to check wedding contracts more carefully. For the skeptic they not only present total disillusionment with all concepts of idealistic love but also disparage the contract as a document that promotes exploitative relationships.
Brecht polemically explores this definition further when he refers to the withdrawal of sex by one partner in a marriage as a legal issue:
I gather certain partners have defaulted.
They have recently -and I think that this is not a lieWithheld their sexual organs:
There are loopholes in the net and they are wide.
8
The "I" satirically suggests soliciting the court to confiscate the organs. By taking the materialism in Kant's approach literally the "I" exposes the absurdity of approaching the body as possession. The Threepenny Opera reinforces this critique of marriage as an exploitative bourgeois institution through female antagonist action. The following two examples not only challenge the status quo of morality but also gesture towards an alternative to morality, towards a thoughtprovoking amoral morality.
Example 1: Polly's wedding song promotes the brutal revenge of the oppressed with the association of worker and woman: the proletariat as the exploited female and the female as exploited proletariat. Polly, the bride, figures herself as a maid in a pub. Her song "Pirate Jenny" interrupts her own wedding celebration by articulating the revolutionary and destructive threats that inform secretly the minds and the actions of the suppressed, the woman or the female worker. In her refrain she warns the male audience:
But one of these evenings there will be screams from the harbor And they'll ask: what can all that screaming be?
And they'll see me smiling as I do the glasses And they'll say: how she can smile beats me.
And a ship with eight sails and
All its fifty guns loaded
Has tied up at the quay. (Brecht, Collected Plays 2, 164-165)
The song presents a threat to the conventional order, a threat that is hidden and not obvious to the exploitative society. In fact, it lingers in the repressed, in the unspoken or not yet spoken, and thus functions in the same way as the hidden knife that the ballad/Moritat introduces. Jenny's smile hides its real reason, she is aware of her customers' ignorance in the face of her strategic plans for revenge. 
Simmons also links this image to Wedekind's short novel, Mine Haha oder
Über die körperliche Erziehung der jungen Mädchen, that presents troubling tensions between the utopian ideal of female adolescent nudity, its aesthetics and its vulnerability to brutal exploitation by male voyeurism. 13 A fictional female narrator reveals her disquieting and-at the same time-riveting upbringing in a pedagogical enclave whose educational mission is built on fostering dance, movement, and enthrallment with the naked body, thereby detaching the girls from feelings of shame. "We could distinguish each other only because of bodily differences. If one of us said 'I' then she referred to herself as bodily presence from head to toe. We felt ourselves more in legs and feet than in eyes and fingers. I do not remember how any of the girls talked. I know only how each walked" (Wedekind. Mine Haha, 5.2:864, trans . by author). 14 The girls developed their bodily authenticity and were trained not to be aware of their nakedness.
They were detached from any rational awareness of their psychological self, their identity, subjectivity and/or personality, and thus exhibited--to speak with Derrida--the shamelessness of animal behavior. However, the girls' naïve identification with the physical grace of pre-puberty is brutally disillusioned with the onset of menstruation. At that point the girls have to leave the enclave and are reintegrated into the conventions of patriarchal society. These memories are the last expressions of the narrator before she commits suicide, failing to accept the shame that results from a guilty conscience. This problem of accepting shame is the issue Derrida addresses so strongly later in the 20th century.
Wedekind points here to the dilemma of the adolescent girl being caught in the alternative liberalization of the body from bourgeois moral constraints on the one hand and the impossibility to escape from them in the long term on the other. Such troubling ambiguity is also engrained in Kirchner's painting. The imaginable comfort of Shame's relaxed position clashes with her backwards glance and her covered eyes, indicating her vulnerability to the onlookers' gazes even as she attempts to deflect them. Shame covers her eyes while she is totally exposed to the bizarre glances of the masks. However, Wedekind presents also another perspective on the sexual act:
In her only and last monologue after the so-called rape scene Wendla expresses total bliss while she mourns her isolation and solitude at the same time. There is no one to share it with. After withdrawing from the domestic sphere she ponders: Spring's Awakening, Lulu explores her amorality, her commitment to the moment, and the power of instincts further. In Lulu these aspects are explicitly addressed in terms of animality and bestiality. Of course, she would never speak of herself using animal metaphors. These are present as male projections and conceptions.
Wedekind explicates here Nietzsche's endorsement of the beast as an essential but repressed part of humanity in his texts on morality. In Beyond Good and Evil Nietzsche contrasts the exotic ideal of the human as a beast 22 that is freed from morality with the domesticated herd animal of modern civilization.
We misunderstand the beast of prey and the man of prey (…) thoroughly,
we misunderstand "nature" as long as we still look for something "pathological" at the bottom of these healthiest of all tropical monsters and growths, or even for some "hell" that is supposed to be innate in them; yet this is what almost all moralists so far have done. (Basic Writings of Nietzsche, [298] [299] Nietzsche plays with the term animal and describes the "Raubtier" also as "Untier," translated by Kaufmann as "monster." By replacing the morally charged syllable "Raub" with the syllable "Un" he negates the moralistic connotations. The conventional concept of the beast has to be revised and rethought. Conventional beasts are non-beasts. Nietzsche elaborates this ideal of the beast further in
Genealogy of Morals when he asks:
One may be quite justified in continuing to fear the blond beast at the core of all noble races and in being on one's guard against it : but who would not a hundred times sooner fear where one can also admire than not fear but be permanently condemned to the repellent sight of the ill-constituted, dwarfed, atrophied, and poisoned (Basic Writings of Nietzsche 479).
The encounter with the beast links fear to marvel, it entices and enchants, whereas the fearlessness that results from domestication is associated with the decadence of the tamed animal that is passively exposed to outside control, "dwarfed, atrophied, and poisoned." The drama, Earthspirit, presents this doubleedged relation of the tamer to the tamed as a relation between the "Prologue" and the play itself. The "Prologue" places the male taming of the female beast (in this case Lulu) in the context of the circus and its spectacle, while the play focuses on the beast's--that is Lulu's--rejection of being controlled. The play investigates the tense limits of male domestication. In the "Prologue" the tamer asserts his control over the beast, while later the beast is able to liberate itself. 23 Wedekind emphasizes the gender issues involved when the drama translates the circus metaphor also into gender relations. The actual play undoes the power of male taming. Lulu resists this power and frees herself from submissiveness.
Subjectivity and individuality, idealistic, moral and/or social concerns do not play a dominant role any more. They are superseded by antagonistic gender struggles that take center stage. The animal tamer of the circus exhibits Lulu as a snake representing the wild animal as such and defining her viciousness as a split between the ferocious and the beautiful. She is called a soulless, tamed creature, a screaming murderess and is described at the same time as true, wild and beautiful. She not only appears as a snake but also in a Pierrot costume associating animalistic and commedia dell'arte features. As object of his exhibition the animal tamer and menagerie artist calls her "the primal form of woman"(The Lulu Plays 11), and he introduces himself as a human genius with "a single, ice-cold domineering look" (The Lulu Plays 9). 24 His props are a revolver and a whip. These references to the spectacle of power relations in the circus prevail in the following four acts of the play and are transferred to the domestic sphere. They control the last scenes of acts three and four when the revolver switches hands and ends up in Lulu's possession. In defense of her freedom she takes control of her suitor and third husband, Schön, when she dictates a divorce letter to his fiancée that he must transcribe and then kills him in the end. The "beast" strikes out against her tamer. She takes charge asking him to write: "I am writing to you at the side of the woman who dominates me" (The There are a few moments in which she describes her social dilemma as the need to withdraw from the projections and morals of others. When Schwarz asks her to look into his eyes she admits that she only sees her own costume, "Ich sehe mich als Pierrot darin" (Wedekind. Werke 3.1: 423) . In this I see myself as a Pierrot. Tr. by author), and whenever she is alone she places herself in front of a mirror acceptingly nodding at herself. She later confesses to Alwa: "When I looked at myself in the mirror I wished I were a man…my own husband!-" (The 12 "…clothing derives from technics. We would therefore have to think shame and technicity together as the same "subject." And evil and history, and work, and so many other things that go along with it" (Derrida 5). 13 Ortrud Gutjahr places this text (as well as other texts by Wedekind, especially Spring's Awakening) in the context of early 20 th -century discourses that focus on physical education but she also argues that this text refuses to commit to any of these. "Aber ebenso wie der Text all diese (teilweise erst entstehenden) körperbezogenen Epochendiskurse aufruft, widerspricht er auch jedem einzelnen: der Idee der Lebensreform durch die hermetische Abgeschiedenheit der Enklave zur Außenwelt und dem fehlenden Bewußtsein von Protest oder alternativer Lebensführung, der Reformpädagogik durch die unifome Behandlung der Schülerinnen, bei der gerade nicht individuelle Fähigkeiten gefördert werden; der Nacktkörperkultur durch die artifizielle Kostümierung und Verkleidung der Körper; der Gymnastikbewegung durch die strenge Körperdressur, die sogar mit Schlägen unterstützt wird; dem freien Tanz durch die Entindividualisierung der Tänzerinnen und die Vorgabe genauer Bewegungsabläufe" (102-103). 14 "Nur an den körperlichen Unterschieden kannte man sich gegenseitig auseinander. Wenn eine "Ich" sagte, so meinte sie sich immer ganz damit, vom Scheitel bis zur Fußspitze. Wir fühlten unser Selbst in den Beinen und Füßen beinahe noch mehr als in den Augen und Fingern. Von keinem Mädchen ist mir im Gedächtnis geblieben, wie sie sprach. Ich weiß von jeder nur noch, wie sie ging." (Wedekind, Werke. Kritische Studienausgabe in acht Bänden. 5.2: 864) . The text "Eden" describes such integration into sexual reality as a socially organized ritual that links sadism to entertainment. (886-914). All future references to this source will be cited parenthetically. 15 In the end Haraway insists that "there is no room for romanticism about the wild heart of the natural dog ….but there is large space for disciplined attention and honest achievement. Psychological and physical violence has no space in this training drama." Haraway, Donna Jeanne. The Companion Species Manifesto: Dogs, People, and Significant Otherness. 45. 16 The association of the masses with the beast is further critically explored in Walter Ruttmann's film "Berlin, die Sinfonie der Grossstadt" (1927) . Here the driving of cows into the slaughterhouse functions as analogy to the masses of anonymous workers that are entering the factories. 17 Future references to this source will be cited from this edition. 18 Wedekind's masked man makes absolutely clear that this tragedy was totally unnecessary. 19 Jennifer Ham suggests reading this text as Wedekind's response to pedagogical discourses, especially the controversies around black pedagogy, the progressive school reform movements at the turn of 19 th to the 20 th century, and Wedekind's studies of Nietzsche. Ham shows the stark influence of Wilhelminian black pedagogy onto Wedekind's own upbringing and argues that his drama reflects such oppressive educational culture. She presents the drama as a response to the following cultural facts: 1. to a school controversy (Schulstreit) that was also addressed by Kaiser Wilhelm II in a widely publicized national conference in 1890 in Kassel. This conference exposed "traditional book learning as hopelessly remote and sorely lacking any natural connections to students' own life experiences" (Ham 54) . 2. to the School Reform movement and its many experimental schools in Germany and Switzerland (for example, the country boarding school in Ilsenburg, the middle school in Haubinda (1901), Freie Schulgemeinde Wickersdorf (1898), Odenwaldschule (1910) . Walter Benjamin attended Haubinda and Klaus Mann the Odenwaldschule) and 3. to Wedekind's intense studies of Nietzsche as they are reflected in Melchior's and Moritz' plaidoyer for natural vitalism in human relations. (See: Ham. "Unlearning the Lesson: Wedekind, Nietzsche, and Educational Reform at the Turn of the Century.") Wedekind's critique of black pedagogy has also to be placed in the context of his comparison between education and domestication in the play Fritz Schwigerling (Ham, "Taming the Beast, " 154) . In my view we need to add Wedekind's interests in the medical and legal discussions of homosexual rights to this list. By staging homosexual friendships in Spring's Awakening and lesbian relationships later in Pandora's Box he publicizes these non-public medical 26 Katrin Hafemann views Zarathustra's dance and its likeness to the dynamics of thinking in general as a leitmotif of modernity. 27 Jennifer Ham entitled her recent book on Wedekind's theater "Elastizität" referring also to the essay "Zirkusgedanken." In her insightful introduction she outlines the many philosophical and scientific discourses on elasticity of the late 19 th century, referring to Nietzsche, Schopenhauer, Freud and the physiologist Buttersack (Ham, Elastizität, 8ff.) . Ham refers to Lulu's acrobatic body "as mobile energy" and to Lulu herself as "elastic heroe(s) who for a time elude the forces of fate surrounding them by adapting to circumstances and creating their own spaces of willful performance" (5). 28 This smile is quite different from the smile in Polly's marriage song. There it expresses the silent power of personal revenge whereas Lulu's smile moves beyond such psychological tensions. 29 
